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THE GREY HAVENS Pencil sketch 

“This is an early drawing of the Grey Havens, which was shown to the actors as an indication of what they 
would be looking at when the blue-screen was replaced in the finished scene. Although it would be another 
two years before this particular miniature was built and shot, Peter Jackson kept referring back to this draw¬ 
ing and the construction of the miniature reflected that.” AL 


THE GREY HAVENS 
Pencil sketch 
“This is another view 
of the Grey Havens, 
showing the miniature 
version of the dock and 
its surroundings, as well 
as a wider view of the 
whole area. There is 
something fjord-like in 
the landscape, but the 
architecture, and the 
light that will suffuse it, 
has a soft Mediterranean 
quality. We looked at 
paintings by J. M. W. 
Turner and Claude 
Lorrain as inspiration 
for the serene and 
poignant atmosphere 
for these scenes, as well 
as dreamy anticipations 
of our own future 
journeys.” AL 
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THE GREY HAVENS 
Pencil sketch 
“This is the fountain that 
the remaining Fellowship 
walk past on their way 
down to the dock. Tolkien 
describes them passing 
through a garden before 
arriving at the boat, so we 
made a pleasant little 
departure lounge.” AL 


THE GREY HAVENS Pencil sketch 

“The Elven boat that waits at the dock to make the final voyage to Valinor was built 
as a large-scale miniature and is one of the most beautiful objects that Weta made for 
the film. John Baster has a passion for sailing and a deep knowledge of boat-building, 
so he was eager to devote his time and skills to creating it.” AL 



THE GREY HAVENS Pencil sketch 

“This is a design for the last shots in this sequence, in which the remaining Hobbits watch the ship depart. 
This turned out to be a more complex environment than I’d pictured when reading the books, but the epic 
nature of everything our heroes had been through, as well as the width of the cinema sceeen, called out for 
something grander than just a garden and a dock.” AL 






























CONCEPTUAL ART: 
JOHN HOWE 



W hen I arrived in New Zealand, Peter Jackson’s first 
words concerning the conceptual task at hand were: 
“If you guys can draw it, we can build it.” The finest 
words for an illustrator’s ears when on the threshold of a journey 
across Middle-earth. 

I first met Alan Lee at 30,000 feet over the South Pacific. I had 
written to him when I was in high school, my courage primed by 
a copy of Faeries. (I had written to co-artist Brian Froud at the 
same time; he never replied either!) It was a memorable meeting, 
followed by an even more memorable arrival in New Zealand: I 
was so relieved to get all my armor and weapons through 
customs that I forgot my more mundane suitcase and nearly 
made us both miss the connecting flight to Wellington. (I, of 
course, swore Alan to secrecy about this embarrassing incident, 
but he, of course, paid no attention to this promise. No matter, I 
have stories on him, notably involving helicopters, cameras, and 
orange juice. . .) 


Alan and I made no campaign maps; there was no carving up of 
Middle-earth into walled kingdoms into which the other was not 
welcome to draw his way. Our approach was more that of two 
wandering sketchbook artists, occasionally on the same road but 
more often than not roving far afield. Initially, we stayed a few 
weeks in the Shire, but then Alan entered the Mines of Moria, I 
went over the Misty Mountains via Zirakzigil, and then direcdy 
down the Anduin past the Argonath, to Amon Hen and beyond. 

Encouraged by the very nature of Frodo’s journey, we ended 
up being location scouts of the imagination, not leaning out of 
helicopters but wandering the winding paths of inspiration. I’m 
still surprised by the ambulatory nature of it all. Designing Bag 
End was more akin to wandering through a real house, rapping 
on half-opened doors and occasionally calling “Anybody home?” 
than to creating a film set. Climbing Mount Doom to Sammath 
Naur had all the trappings of an alpine expedition. 

I had never really done pencil drawings as finished artwork 
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“John Howe is a master of capturing exciting moments. His artwork is 
almost like looking at a freeze frame from the movie. His style is what 
you’d expect to actually film with the camera. 99 

PETER JACKSON 

upon arriving at the edge of a sheet, I added another until the 
drawings ended up several yards long or high. 

Sketching out imaginary landscapes and locations requires a 
certain cadence, quick enough to warrant your salary, but suffi¬ 
ciently pedestrian to allow the ideas you discover on the way to 
help you plot the path ahead. 

All the energy bottled up in these illustrations could achieve only a 
theoretical release. Any static image could only suggest movement, 
could only hint at depth and drama, relying on the spectator to com¬ 
plete the scene. Thus it seemed somehow perfectly natural to be 
involved in a process by which that could be accomplished. 
Computer technology has freed creativity from all the annoying 
hurdles of physical effects, and the route from imagination to the 
screen has never been more direct. Nonetheless, it was quite a trip. 

John Howe 
June 2004 


I before. Sketches for me are often little more than unwelcome 

I lobligations prior to beginning a color piece. In Peter Jackson’s 

II Middle-earth, however, pencil on paper was the chosen medium: 

I the best way to quickly convey ideas and designs. Now that I 

II think about it, in the digitally enhanced world of modern film- 
I making, our department was probably also the cheapest and 
I Itindeniably the lowest-tech of them all - just a big stack of 
B drawing paper and a few boxes of pencils. 

■ A very large sheet of drawing paper and a 3- or 4-B pencil is 
I the perfect combination of elements for conceptual work. 
■Concept sketches are glorified doodles, and the time needed to 

■ actually cover a large sheet of paper with graphite affords the 

■ luxury of letting your mind follow the tip of the pencil rather 
I than telling it where to go. Also, the incidental nature of the 
8 drawings freed me from the necessity of rendering something 

■ publishable (it seems to me a lot of concept art is done with one 

■ eye on the script and the other on potential Art of books) so 
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SAURON Pencil sketch 
“This was done a long time before we 
started filming. It’s one of my earliest 
ideas for Sauron and his armor - 
I wanted to devise an armor that 
would work, that the Dark Lord could 
actually wear and have battles in but 
still be very spiky, extravagant, and 
Gothic.” JH 


RTVENDELL TAPESTRY 
Pencil sketch 

“I find it hard to trade the assets of 
movement for qualities of decoration; 
thus there is rather too much action 
here for a real tapestry.” JH 
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HOBBITON Bag End 

“This painting was designed as a logo. I think I did this halfway through the project - Peter Jackson 
wanted a letterhead with calligraphy across the bottom of it. That’s why the Black Rider is kind of cartoonish. 
He’s not really like that in the film, of course. It’s just to give some general idea of two central motifs in the 
first movie.” JH 


















HOBBITON Bucklebury Ferry 

“Just down from the Ferrymaster’s cottage, which appears on page 113, we have the Bucklebury Ferry, which 
the Flobbits use to escape the pursuing Ringwraiths.” JH 
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HOBBITON The Green Dragon 
“The Green Dragon Inn is a Hobbit 
pub. I’ve never seen a real country 
pub. We don’t have them in Switzerland. 
The Green Dragon was intended to be a 
rambling one, which would be a Hobbit 
hole that had been built up from a bank 
into an actual building and become an 
inn, a meeting place. It’s really the only 
place they socialize in great numbers. 

The idea was to have a market square 
out front. When these pictures were 
drawn, I believe we had already chosen 
the location, because I added that water 
down in the front.” JH 



GALADRIEL’S GLADE Ruined Hobbiton 

, “Here is a vision of the Shire being destroyed. They built the miniature straight from this. And they built that 
.crazy hill with all the pipes and that sort of mad, hellish mill.” JH 
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BREE The Prancing Pony 
“The version of the Prancing Pony 
above was very grandiose but ended 
up being much humbler in the film. 

I wanted to make it as intimidating as 
possible, absolutely huge, but I’m not 
quite sure that my version exactly fits 
the mood.” JH 


ISENGARD The Birthing Pits 
“There were lengthy discussions about 
how Saruman actually creates his Uruks. 
In the end, they were prized out of a 
slimy earthen womb, fully grown. ” JH 
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RTVENDELL Architecture 
“How do you design architecture built by a race 
of immortals whose beauty and grace is almost 
beyond imagining? Well, of course, you can’t, 
but we did give it our best try. The natural 
elegance of Art Nouveau provided inspiration 
to let our pencils wander freely, tempering the 
energy of line and curve with the melancholy of 
a civilization preparing to leave the world behind 
them. All very poetic. 

“So how the devil Gollum ended up on the 
same page, I can’t imagine.” JH 


RIVENDELL Narsil 
“An early idea for Narsil. 
Note the indentation made 
when Sauron’s ring finger 
was lopped off at the end 
of the Second Age.” JH 


RIVENDELL Statues 

“While Alan was wandering through the rooms of Rivendell, I was scouting out the 
gardens and the valley itself. I had imagined Gandalf giving Frodo a tour around the 
I grounds.” JH 
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ZIRAKZIGIL Pencil sketches 
“Zirakzigil is one of the Misty Mountains 
that rise above Moria, upon which the 
Dwarves built an observation tower, the 
culmination of the Endless Stair. It had to 
feel precarious and lofty: imagine going 
up all those steps only to emerge on some 
pleasant flat terrace. The top is weathered 
and broken to allow Gandalf and the 
Balrog to emerge - I couldn’t imagine 
the Dwarves actually sunning themselves 
at the top on pleasant days, but rather 
peering through slit windows at the 
world below. ” JH 


it 1 - 





THE BALROG Pencil sketch 

“The sequence in which Gandalf falls with the Balrog is one of my absolute favorites in the story. The Balrog 
turns into a ‘creature of slime’ before crawling back up the Endless Stair to reignite on Zirakzigil. Once his fire 
is extinguished, I imagined him as skeletal, diminished.” JH 
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AMON HEN Frodo faces the Witch-king at Atnon Hen 
‘“Is nothing sacred!?’ I hollered, when Peter asked for a color 
illustration of Frodo battling the Witch-king on Amon Hen. 
Actually, I didn’t do that; I probably said, ‘Sure Pete, no problem!’ j 
and went off to nurse my bruised and battered sense of ethics in a 
corner. It was often hard coming to terms with the changes the 1 
script required, especially if the script called for Sam to lasso the ] 
fell beast and Frodo to tempt the Witch-king close enough to stick 
him with Sting. Fortunately this was very early on in the project, j 
and the script evolved a lot, thus the scene never was.” 

“The Seeing Seat here is just the top of a huge design 
iceberg, including an abandoned fortress with stairs and 
terraces stretching back down to Parth Galen. During the 
design process, the urge to wander off from Amon Hen to 
Amon Lhaw, and around the shores of Nen Hithoel, sketching j 
on the way, was very hard to resist.” JH 


RING WRAITH AND HORSE Pencil sketches 
“These are a couple of pictures of the Witch-king and a wraith 
horse. The idea at one point was to have the horses created ] 
digitally, so there was the full excitement of designing something j 
completely new - but in the end it turned out that to have a real 
horse was much more economical.” JH 
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GOLLUM Pencil sketch 

“What’s in any image? Assuredly, what you endeavor to put in, yet undoubtedly you put in many other things without knowing you 
are doing so. The most important, intimate, and powerful ingredients in any image seem to come from the spectator. As the vital j 
essence of Gollum is Andy Serkis’s creation, so this drawing is largely his doing, even though it was done long before the actor was 
chosen. Since it’s one of a series of doodles done in spare moments gleaned from time spent conceptualizing locations, I didn’t see 
anything special in it, but Andy did, and it became one of the cornerstones of his interpretation of Gollum. So what’s in there? Well, 
whatever Andy saw, he brought with him, but deja vu always needs a nudge.” JH 



WARG Pencil sketch 
“I thought wolves should be the starting 
point for the wargs, which, in the film, 
are simply large predators, rather than 
the evil phantasms of the books. This was 
as far as I got.” JH 



HELM’S DEEP 
Pencil sketch 
“What started as a 1 
doodle for a piece of I 
Elven armor ended I 
up as a full study of I 
Legolas and Gimli on I 
the Deeping Wall. I ] 
thought that Legolas I 
should have a full suit 
of slim and intricately I 
tooled armor, whether I 
he wore it all the time | 
or not. But such is the 
disparity between ! 
heroes and extras - the 
Elves in full armor are 
cut down to a man I 
(well, to an Elf), where¬ 
as Legolas, bareheaded,! 
comes through 
unscathed.” JH 
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THE BLACK GATES Pencil sketches 
“Numenorean architecture is quite arrogant, really, but with 
supple lines inherited from their maritime past, which break up 
the bulkiness of the structures. Only a lack of time stopped me 
from exploring this avenue all the way back to Numenor itself. 

“I am not a huge fan of ‘designer’s dream’ architecture and 
cities. Too many created fantasy realms look as if they are the 
work of one architect (which is evidently true, but beside the 
point), a fault born of our contemporary desire to design 
novel cities and environments, forgetting that any urban 
area is as much a product of chance as of design. I’m influenced 
as much by the terrain, the materials used, as by the draftsman’s 
pencil. I tried to bring this to mind when imagining these great 
structures.” JH 




THE BLACK GATES Pencil sketches 
“One of the ideas we touched on was to develop a 
well-defined style for Numenorean architecture, which 
constitutes the foundations of many of the larger structures 
in Middle-earth. The Black Gates are Numenorean, repaired 
and enhanced by Sauron. 

“Sauron’s ‘embellishments’ on existing structures, as well 
as the architecture he creates, are wrong in every sense. He is 
trying to capture something - humanity - he no longer 
possesses. Sauron’s architectural forays fall on the sinister side 
of ‘neo-gothic.’ Height for height, spikiness taken to needle 
sharpness, and, above all, repetition of motifs ad infinitum. 
Much of his architecture is in metal, riveted to stone 
foundations, like a mad gardener grafting extra prickles onto 
a rose and neglecting the flowers themselves. It is an attempt 
to capture all the attractiveness of human craftsmanship in an 
industrial manner. Above all, it is disproportioned, too tall, too 
sharply edged, inhuman. ” JH 






































12 6 * THE ART OF THE LORD OF THE RINGS 


THE GLITTERING CAVES 
Pencil sketches 
“Caverns are frustrating 
things to draw. They are a 
catalogue of subterranean 
marvels - assuredly most 
exquisite to behold, but 
not exactly stimulating to 
conceptualize. The smaller 
picture below shows the 
mouth of the major caves. 

A wide opening, not some 
discreet passage, seemed 
to convey the weight of 
the mountain more 
dramatically.” JH 




THE GLITTERING CAVES Pencil sketch 

“To the right we have Legolas and Gimli exploring the Glittering 
Caves. All the stalactites just brush the surface of the water. 

I wanted to create the feeling of an inverted mineral forest - 
something that would be pleasing to both of them.” JH 
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PATHS OF THE DEAD Pencil sketch 
“The arrival of the Army of the Dead. Huge amphitheater 
with a central column. The army comes out of passageways 
and slowly winds down the paths to the floor of the cavern. 
I wanted it to feel like being in the center of a slow-motion 
whirlpool, as disorienting as possible.” JH 


PATHS OF THE DEAD Pencil sketch 
“The central column of the amphitheater where the 
army appears. At one point Peter Jackson wanted to see 
an underground city.” JH 
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MINAS MORGUL Pencil sketch 

“The Tower of the Moon, with the aviary of the fell beasts 
atop it.” JH 


MINAS MORGUL Pencil sketch 

“This is an early version of the main gate of Minas Morgul. As 
it was once the sister city of Minas Tirith, there are still traces of 
the same architecture, but all of this has been ‘redecorated’ by 
the most recent occupants.” JH 



“The Witch-king and his army issuing forth frc 
decided to upgrade his mount from a horse to : 
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MINAS MORGUL Pencil sketch 

“A sketch of one of the Morgul statues. I liked the idea that 
these statues, designed to intimidate and keep enemies away, 
would be carved in the likeness of the most fearsome creature in 
all Middle-earth, so I came up with a stylized Balrog. Better than 
any ‘Beware of the Dog’ sign. And yes, those are wings.” JH 


MINAS 
MORGUL 
Pencil sketch 
“I believe that 
Tolkien’s Minas 
Morgul had steps 
leading down 
from the front 
gate, which, while 
it did give the 
opportunity for a 
rather more stately 
entrance, was not 
exactly convenient 
for armies issuing 
forth.” JH 





MINAS MORGUL 
Pencil sketch 

“An early version of Minas Morgul, which was closer to the description in Tolkien’s text. However, Peter felt 
it was too far away from the Endless Stair.” JH 
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MENAS MORGUL Watercolor 
“In this painting I was trying to convey 
the vertigo that affects anyone wearing 
the Ring, and the horrible sensation 
of being exposed that the Hobbits have 
during their climb. The rocks were based 
on local rock formations to be found 
around Wellington.” JH 



MINAS 
MORGUL 
Watercolor 
“Paul Lasaine 
reworked the 
same painting 
to vividly illustrate 
the sickly green 
phosphorescent 

finished film.” JH 
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GROND 
Pencil sketch 
“An early version 
of Grond. The 
wolf’s maw was 
to be filled with 
burning coals and 
fire until it would 
be red hot.” JH 






GREAT BEAST Pencil sketch 

“An early version of the beasts pulling the great ram, Grond, across the Pelennor Fields 
toward the gates.” JH 
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TROLLS Pencil sketch 
“There were long discussions about the 
nature of mountain-trolls. I thought they 
should be somewhat shaggier than their 
cave-dwelling cousins, and perhaps 
have horns, like the mountain sheep and 
goats whose environment they share.” JH 


ROHIRRIM Pencil sketch 
“The Rohirrim are basically 
Anglo-Saxons with horses (Tolkien’s 
contribution to alternative history, 
which would have certainly resulted in 
a different outcome at Hastings).” JH 
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SHELOB’S LAIR Pencil sketch 
“In the sketch above you can see 
numerous disquieting holes above the 
path through the mountains; the path 
itself is corroded and eaten away by 
Shelob’s poisonous nature.” JH 


SHELOB’S LAIR Pencil sketch 
“The whole environment is eaten 
away by the consummate evil of Shelob. 
Rather than following a small path at the 
bottom of a declivity, the Hobbits find 
themselves in a horrid avenue of corroded 
rock, impossible to scale, impossible to 
escape from.” JH 




SHELOB’S LAIR Watercolor 

“Shelob squeezing forth from one of her many back doors. If a raspy dry squelching sound were possible, 
that’s the sound she would make as she eases her belly through the mouth of the tunnel. ” JH 


r 



SHELOB’S LAIR Pencil sketch 

“There’s always something incredibly creepy about a spider waiting motionless for its prey. The overhanging 
corroded rock that the Hobbits have been walking through is an extension of her trap, a trap into which they 
have been falling ever since being persuaded to climb the Endless Stair.” JH 
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CIRITH UNGOL Watercolor and ink 

“Cirith Ungol was originally built to keep Sauron in Mordor, and it has strong Numenorean foundations. 
Sauron has turned it into a thinly manned, near-forgotten outpost. I imagined it lost in an incredibly 
tormented wilderness of pinnacles and precipices.” JH 


CIRITH UNGOL Pencil sketch 
“Cirith Ungol is not a conventional 
fortress, with its hanging terraces 
and courts and angles all askew. We 
wanted to convey the precarious nature 
of the structure perched on a pinnacle 
of rock over an abyss. Traces of earlier 
foundations can be seen beneath the 
Ores’ more haphazard repairs and 
‘improvements.’” JH 
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CIRITH UNGOL Pencil sketch 

“Above we see Nazgul patrolling the marches of Mordor. This sketch began as an extension of the sketch 
below and quickly grew into a rapid study of a fell beast in flight.” JH 



CIRITH UNGOL 
Pencil sketch 
“It seems all of 
Mordor induces 
an underlying 
disorientation 
of the senses. 

The rocks and 
mountains of 
Mordor are just 
too knife-edged 
and overhanging 
to be possible in 
our world. The 
whole environment 
is off balance, 
ready to crumble 
into ruin with 
Sauron’s demise.” 

JH 
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“Just an idea for a bridge in Mordor. 

Of all the architects of Middle-earth, 
Sauron is the most modern, using metals 
most extensively. With the climate being 
what it is, Mordor is therefore a land of 
rust.” JH 


CIRITH UNGOL Pencil sketch 
“Initially, I did a fairly straightforward 
rendering of Cirith Ungol, which went 
as far as a cardboard mockup before 
Richard Taylor said, ‘Don’t you think 
this is kind of boring?’ (in that nice, 
unassuming way he has). That discussion 
resulted in a serious revisiting of the 
fortress, placing it out on a spur of rock 
and setting each level at an angle from 
the ones above and below.” JH 




BARAD-DUR Pencil sketch 
“This sketch is big enough to cover half 
a wall. It’s a tribute to the incidental art 
of concept doodling: start in one square 
centimeter in the middle (more or less) of 
a page and let your pencil wander. Your 
mind tags along; it’s like slowly, slowly | 
wiping the fog from a panoramic 
window to ultimately reveal the 
landscape outside.” JH 
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BARAD-DUR Pencil sketches 

“I had already spent time wandering around the base of 
Barad-dur, but I was careful never to look up, since what you 
don’t draw is left to the reader’s imagination, a much more effi¬ 
cient image generator than pencil or brush. But you can’t cloak 
something like that in cloud for a movie - it has to be built. 

So I started at the bottom and slowly drew my way upward, not 
able to decide how the top would look, dallying on the upward 
climb to give myself more time to decide. Three sheets of paper 
higher, the two horns designed to cradle the Red Eye finally 
appeared. Had I procrastinated any longer, it would have been 
even higher.” JH 
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WETA WORKSHOP 


“It was a healthy thing to have a multitude of artists, all creating their 
vision of the Balrog or a troll or a Nazgul, or whatever. The Weta team 
represented diversity - a diversity I encouraged. ” 

PETER JACKSON 



M y partner, Tania Rodger, and I set up an effects work¬ 
shop in Wellington fourteen years ago. Over the years, 
we’ve moved around, eventually settling here in the 
mid-nineties. I think we’ve got about 65,000 square feet of work¬ 
shop space, which is pretty good. We operate five departments 
under one roof, as well as Weta Digital, our digital effects partner. 
On The Lord of the Rings we had 148 people in the workshop 
and 38 on set, operating over the five departments, in addition to 
the 200 artists at Weta Digital. There’s a very small production 
staff in our workshop, six people who look after all of the day- 
to-day ins and outs of both the design, product development, and 
production side and the on-set operation and post-production 
requirements. 

We started designing The Lord of the Rings way back at the 
tail end of 1997. We’ve looked after the design fabrication and 
on-set operation of the special makeup effects and prosthetics, 
and the creature design and sculpting of the maquettes, including 
final-stage models used for scanning by our digital arm. Add to 
this the design, fabrication, and operation of all the armor and 
weaponry, the building of all the miniature environments, from 


single towers to complex cities and landscapes, and we think it’s I 
the first time that one workshop has looked after so much on one ■ 
film project. Some may think, “Greedy!” but the fundamental® 
reason that we put our hands up on the first day and said, I 
“Please let us look after so much,” is that we knew how impor- 
tant to the integrity of the work a single vision of Tolkien’s world ■ 
would be. It required a singular “Tolkienesque” brush stroke I 
over as much of the work as possible. We felt incredibly passion- I 
ate about trying to control the look as much as we possibly I 
could from one place, so that the armor looked as if it was worn I 
by the creature who designed it, as if it came from the land it I 
grew up in. 

Weta isn’t hugely experienced on the world stage, so five years I 
ago it was an immensely ambitious thing to say we could do this. I 
We have now reached the end of the project and are very proud I 
of what everyone has done. We made the conscious decision to I 
employ a number of young New Zealand designers, people who I 
had never worked on feature films before, in order to bring a I 
fresh perspective to the design, which I felt would best serve the I 
old-fashioned innocence of Tolkien’s writing. We hunted out I 


people who were passionate about the books and were also awe¬ 
somely talented, creative people. We put together this team, 
backed them up with extensive research into appropriate periods 
of history, and with the much-heralded arrival of John Howe and 
Alan Lee, who lifted our skill level immensely, we were then able 
to flesh out this huge and elaborate world and make something 
we could all be proud of. 

Our process basically started with discussions about the 
subject matter, then research, then sketching, then color illustra¬ 
tion, of which we did a comprehensive amount, altogether a phe¬ 
nomenal body of work. Then, after that, I’m a very big fan of 
three-dimensional maquettes, so we used those to finally capture 
an image that the director can see in 3D, that he can pick up and 
actually see in real terms. With some characters and objects, we 
did only a few, for others we did up to seventy different sculp¬ 
tures before we finally captured the essence of what everyone 
wanted. We tried to draw most of our design influences first 
from Tolkien’s written word - as a rule of thumb, Weta’s policy is 
[always to go back to the written source if ever there isn’t a con¬ 
sensus. 


For the look of everything, whether it’s armor or pennants or 
general paraphernalia, our primary concern was to ensure that 
we drew from natural sources. We tried to stay within the palette 
of the ochers and the natural dyes of the area. To that degree, the 
first job that we had when we arrived on set, on any location, 
was to go and dig the soil. We would mix that with wallpaper 
paste in huge vats, and all of the actors and props were painted 
down with that particular ocher of the land. It was a conscious 
decision to try to make the characters look as if they lived off the 
land and were part of the environment that they’d grown from. 

I believe strongly, and many people here agree, that the 
Fellowship and all the people they encounter are merely players 
on the surface of the film’s most major character, which is 
Middle-earth, and that this is the story of the evolution of 
Middle-earth. Therefore, as often as possible, we were trying to 
make the characters feel as though they were elements of Middle- 
earth. That was very important to us, and I hope we succeeded. 

Richard Taylor 
March 2001 
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CHRISTIAN RIVERS 

I first worked with Richard and Peter before Weta was a 
company as such. I started working for them in 1991 for Brain 
Dead. I storyboarded it with Peter, and then went on to work 
for Richard on the special effects crew. Weta was formed during 
the production of Heavenly Creatures in 1993, and I joined full¬ 
time a year later as a conceptual illustrator and creature FX 
technician for shows such as Hercules and Xena. 

When The Lord of the Rings project came around, I was one 
of the first people to do any artwork for the project; I was 
storyboarding as soon as Peter and Fran started writing. The 
first storyboards and creature designs were drawn in August 
1997 and I’ve been working on The Lord of the Rings ever since. 

As far as my background knowledge of the project was con¬ 
cerned, I’d read the books when I was fourteen, but only once, 
and I didn’t remember them that well. However, I was an avid 
Dungeons and Dragons player, and the sensibilities of the cam¬ 
paigns that I liked to play were very similar in tone to Tolkien’s 
world - very grounded in reality. 

When I storyboard Peter’s movies, I try not to read the scripts 
before we start. I know it sounds odd, but I like to get the story 
straight from Peter’s shot-by-shot description of the film. 
Basically he and I are in a room. I have a drawing board and a 
stack of panels, and he sits there with the script and describes 
each shot to me. When we first started, no design work or cast¬ 
ing had been done so I was kind of making up the look of the 
characters and the sets as we went. Of course, they look com¬ 
pletely different from the way they look in the film. 

Later on, as Alan Lee and John Howe were designing the sets, 
the art department was making little animatic models for us to 
use. We had little toy figures for all the characters, which were in 
scale with the set models, and Peter would create the shots using 
them and a tiny camera. The camera was hooked up to a moni¬ 
tor and a video board for frame grabbing. Pete would frame the 
shot he wanted and yell, “Okay, okay . . . grab that frame!” - 
and I would draw from the screen. Then Pete would reposition 
the toys and the camera and we’d move on to the next shot. This 
stage of drawings was very rough, and I would pass off these 
chicken-scratch sketches to another artist, Andrew Calder, to 
clean up. 

The storyboarding process was basically the first stage of story¬ 
boarding the films, which, like any part of the filmmaking process, 
is ever evolving. We eventually changed the storyboards into 3-D 
CGI to further assess how we would be able to create the films. 

I still find it hard to believe that I was involved in this proj¬ 
ect. It’s incredible to think that I got to work on The Lord of 
the Rings and I didn’t have to drive more than fifteen minutes 
from home to do it. 


Christian Rivers 
April 2002 



THE PRANCING PONY Storyboards 
“This was a sequence of storyboards that I managed to shade 
in pencil - most storyboards done by myself and Andrew Calder 
were finished by a group of artists with gray markers. I like this 
sequence because it was done before any actors had been cast, 
before the sets were built and, with the exception of a couple 
of cutaway shots, it is almost the exact sequence in the finished 
fil m.” CR 
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URUK-HAI Armor concept 
“An early design for an Uruk-hai, 
seen here menacing a Hobbit, probably 3 
Merry or Pippin. The armor design was ' 
considered too refined-looking and too 
evocative of a high-fantasy aesthetic. The 
design style established for all the races of 
Middle-earth came to reflect a greater I 
emphasis on historical realism.” CR 1 


TROLL Design concept 
“This was one of the first creature 
designs ever done for The Lord of the 
Rings project. I drew this in August 
1997. While I’m still happy with the 
illustration, it certainly betrays where 
my design sensibility was at that time. 
Dungeons and Dragons anyone?” CR 


GOBLIN Armor concept 
“John Howe was always on our backs 
as designers, questioning how the armor 
we were drawing was to work, and why 
we were drawing certain shapes, and 
what would happen if they were to be 
made into functioning armor. His input 
was invaluable in educating us and 
therefore processing our design of 
such items. This sketch was done at 
a stage when I was very aware 
of what John would have to 
say if the armor looked as if 
it wasn’t practical.” CR 







Scanned by Bvana 


146 * THE ART OF THE LORD OF THE RINGS 



THEBALROG Color sketch 
“The drawing above was just a concept, 
really - a different approach from what 
everyone else was offering Peter. I was 
a little worried about the Slime Balrog, 
as a lot of the designs had started taking 
it in a direction that had it mutating and 
changing form. I approached him in 
terms of how a physical creature would 
look if it were made of lava and dipped 
in water. As it struggled, its skin would 
crack and tear as the water tried to cool it 
- parts of its ‘flesh’ would be eaten away 
and hardened. What would be left is this 
weird, almost scarred, muscular rock.” 

CR 



THE BALROG Conceptual sketch 

One of the earliest ideas for the Balrog. Christian initially went down the route of a 
man-shaped creature with wings of flame. 



THEBALROG Color sketch 
“This Balrog was actually 
drawn before any of the 
other ones. It was to show him 
coming out of the water, and 
he’s just erupting in steam and 
then cooling, like lava or molten 
metal going into water. You can 
see fire creeping out, and there’s 
a little bit of fire spitting like 
blood from his mouth - I want¬ 
ed to show him really feeling 
pain.” CR 


THEBALROG Color sketch 
“Gandalf’s battle with the Balrog at the start of 
The Two Towers picks up from the initial drop down 
Khazad-dum into the lake. Then the Balrog comes 
out slimy and dripping and falling to bits. So I 
imagined a progression in which he falls into the lake 
and his fire’s extinguished, but there’s still this deep 
hot core of him on fire. And then he emerges and 
starts changing from having slime dripping off him - 
which isn’t slime; I saw it more as lava cooling 
through the cracks in his skin. This picture shows 
where the water has cooled the lava, forming these 
hard shapes. So this is him as he’s cooling and he’s 
starting to crack and then he eventually erupts.” CR 


THE BALROG Color sketch 
“As the Balrog comes out of 
the water, he’s been completely doused 
and then ripped apart - these are huge 
gaping holes in him - and, after their 
climb to the top of Zirakzigil, Gandalf 
finishes him off. It’s taken the Balrog all 
this time to reignite, but by then it’s too 
late.” CR 



ting from him. Like everything on these films, 
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GOLLUM Pencil sketches 

“Above left is an early sketch of Gollum that is still one of my favorite pieces of work. The design is flawed, the pose doesn’t real¬ 
ly make sense, and the melancholy and gentleness seem completely out of character, but for some reason I like it. The image 
above right was done for two reasons: first, to enable Gollum to faithfully and more accurately translate the facial performance I 
of Andy Serkis; and second because Peter Jackson and Fran Walsh actually cast Andy as Smeagol, for the flashback when he and 
Deagol find the Ring. It became imperative then to change Gollum’s design, and that was the motivation for this sketch. 

For reference, I used one of Gino Acevedo’s makeup archive photos of Andy as Smeagol.” CR 


ENT Pencil sketch 
“One of the many 
Ent designs, this 
one was done at 
a stage when the 
actual concepts 
had not been 
locked down. 

Peter had been 
reacting favorably 
to a lot of Daniel 
Falconer’s designs, 
so I took Daniel’s 
lead and did this 

ment in pushing 
the proportions 
of the body to 
extremes. I call 
this design 
‘Oakbloke.’” CR 




SFIELOB Conceptual sketch 

“This is my favorite Shelob sketch. Even though the design 
is significantly inferior to the final design used in the film, it j 
was one of my first minor successes with color. I’ve always j 
been scared of both color and spiders, so it was quite an 
accomplishment for me to churn this piece out. The design here 
was a mix of spider and crustacean, making it look a little too 
‘monsterish.’” CR 



“One of my 
using the zoc 
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DANIEL FALCONER 


I think it helped that I am a huge fan of Tolkien’s books. It 
meant I was already very familiar with the material - to the 
point that, throughout the production, I’d often get calls from 
people I’d never met saying, “We need this question answered 
very quickly and we’ve heard that you’re the person who 
either can answer it or knows where to go and find this infor¬ 
mation in the books!” 

As a reader of the books, I had a visual idea of what every¬ 
thing looked like to me, but I think my ideas were diffused 
enough not to exclude other ideas and other suggestions. A lot 
of the time, I found my thoughts weren’t entirely dissimilar to 
what Peter Jackson was asking for. Generally, if he hadn’t given 
us an explicit brief, the first thing I did was think, “I’ve always 
imagined it to look like such-and-such” and then go from there. 
Often, he had quite specific ideas about what he wanted to see, 
and I would obviously try to deliver what he’d asked for - but 
also give him options, give him ideas that were maybe more 
like what I was thinking - and I can’t think offhand of any 
times when they jarred enormously. Which was lucky, I guess. 

In a workshop like this we have a system whereby we would 
give Pete some options to begin with and he’d say, “Okay, yeah, 
these are kind of nice, but let’s throw away all preconceptions 
here. Let’s open up extremely wide. Let’s just go for it - from 
one end of the spectrum to the other.” And often he’d push us 
down a path to some very extreme versions: I mean, there were 
some ideas for the Watcher in the Water that were big seal-like 
creatures. There were others that were arthropods . .. and once 
we’d gone to the absolute limits of imagination, then he’d pull 
us back and we’d focus. But it’s in that exploration that you’ll 
find lots of neat little features that will then be used in the final 
concept. That’s probably why - on the Watcher in the Water, 
for example - there was quite a range of different ideas drawn 
up before we nailed it. 

There’s loads of cross-pollination here. We were all in one 
big room together, so everybody could feed off each other. And 
we’d all talk about it while we were working. Everybody brings 
their own elements to it and what you end up with is so much 
richer than any one person could ever have conceived of. 

So I’ve been working on this film for five or six years now 
and it has been phenomenally thrilling for me to be able to see 
designs that we did nearly five years ago in some cases, appear¬ 
ing on the screen. That is very, very rewarding.” 

Daniel Falconer 
April 2002 



ELROND Conceptual sketch 

“Based on the standard Elven infantry armor designed by 
Warren Mahy, I extrapolated and added layers to design Elrond’s 
armor that he wears during the Second Age prologue sequence. 
There are elements here of ancient Samurai and Grecian design, 
with a color palette drawn from Gil-galad’s heraldry as described 
and drawn by Tolkien himself.” DF 
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MORDOR ORC Conceptual sketch 

“So much of the time, design is about silhouette. In the case of the Ores, 

I tried to distort their silhouette and make them less human by raising the 
shoulders, arching the back, and throwing the head forward and down. 

A low helmet helps slope the forehead back and make the Ore appear less 
intelligent and noble in bearing. I brought the back up by adding a ruck- 
ck slung high over its back. The hooklike projections on the arm and leg 
armor were really just to help add menace and, again, differentiate from other 
racial silhouettes on the battlefield. In the end, however, so much depends on the 
posture of the performer on the day. Early on, we talked a great deal with the 
motion coaches, developing ideas together that we would employ 
in our artwork.” DF 


ORCS 

Conceptual sketch 
This was designed as a face 
mask for an actor, with digital 
eye enlargement to be added 
later. This drawing offered a 
different eye color from that 
which was used. Below is a 
series of potential Ore eye 
designs. DF 


ORCS 

Conceptual 

designs 

“One of the ways 
in which we hoped 
to differentiate 
various-featured 
Ores was with eye 
design. The door 
really was wide 
open in terms 
of color and 
appearance.” DF 
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ORCS Conceptual sketch 
A much later design, this Mordor Ore 
features many components that would 
find their way into various Ore costumes. 


ORCS Armor design 
For this Moria Ore, Daniel designed 
armor to be constructed from wood, 
polished and laid over light steel frames. 
Lightweight armor, along with unencum¬ 
bered toes, meant that trees and pillars 
could be easily climbed. 


ORCS Conceptual sketch 
Daniel designed several Moria Ore 
concepts with a range of varying armor 
styles. This one carries a weapon designed 
to snare and tangle foes. 





Conceptual designs 
“Although ultimately the gloves 
themselves would be dropped, the 
designs here for the bracers, or archer’s 
gauntlets, worn by Legolas remained 
essentially the same. They were designed 
to be fashioned out of shaped, circular 
leather wraps that would lace up into a 
protective arm-guard.” DF 



CHAPE Conceptual designs 
“Between his Lothlorien and Mirkwood 
quivers and his knives, Legolas has 
probably the largest array of different 
belt designs. As a result, he needed a 
pile of buckle concepts. Invariably the 
inspiration for them came from the 
natural forms in leaves and seedlings, 
interpreted in an Art Nouveau style.” DF 



ARWEN’S QUIVER BUCKLE AND 
CHAPE Conceptual design 
“Though it never saw use in the movies, 
we designed and built a complex and 
quite beautiful quiver for Arwen to wear. 
I tried to keep the buckle design elegant 
and feminine, while incorporating shapes 
from the quiver and bow.” DF 
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THE WATCHER Concepual sketches 

I “During the ‘anything goes’ period of Watcher design I came up with many different concepts. The top picture was the first design 
I done and is still one of my favorites: it’s too athletic-looking and characterless, but I still enjoy the idea of a huge octopus with 
I hundreds of tiny eyes and tentacles that sprout like hair from underneath its soft, weblike mantle. Of the others, the one center 
right is a cross between a trilobyte and an octopus. I thought that, as the Watcher is a relic from the First Age of Middle-earth, 

I perhaps drawing from our own prehistory was appropriate. 

II “Many elements from these wildly disparate designs were pulled together in the final approved look. The drawing above right 
I introduced the riblike gills on the back of the beast, which made it all the way to the final design.” DF 
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ENT Color sketch 

“This one has a very caricatured military look. He’s quite a 
short Ent. I gave him very short, stubby legs - I liked the 
idea that perhaps he’d wobble around. He has a lot of vege¬ 
tation, so perhaps he’s a younger Ent.” DF 


ENT Pencil sketch 
“Peter had 
responded most 
strongly to the 
most elderly-look¬ 
ing and twisted of 
our Ent designs, so 
this guy was an 
experiment in try¬ 
ing to twist the 
body into an 
extreme ‘old 
gnarled tree’ form, 
trying to break the 
humanoid form up 
as much as possi¬ 
ble and prevent 
them from looking 
like wooden 
robots.” DF 



ENTS Color sketch 

“I tried to design an Ent that didn’t have 
a beard. The books were ambiguous on 
this, which left me wondering, ‘Well, is 
Treebeard the only one with a beard, or 
is his just the most pronounced and 
unusual-looking?’ Ultimately, Peter 
Jackson liked the idea that all the 
Ents would have a beard of some sort, 
so in this case, instead of a beard, he 
almost has a goatee. 

“One of the things I was aware of 
that wherever we were going to film 
these, unless we built a complete set 
in a studio, we were probably 
going to end up filming them in 
a New Zealand forest. It 
would make no sense to 
design trees based on 
exotic woods, as we’d 
then have to put them in a 
New Zealand forest and they’d look out of 
place. The actual location for Fangorn 
wasn’t decided upon for a long time - 
until well after we’d designed a lot of 
Ents - and it was eventually agreed 
that a lot of it would be studio- 
based. That actually opened us 
up to going a bit wider with 
our designs.” DF 



“I really like the idea that the Hobbits are right next to Treebeard 
and yet have no idea he’s there - they just think he’s a tree, but he’s 
quietly watching them. 

“Putting the Hobbits in gave Peter Jackson an idea of scale. I 
think this is probably not far off the correct scale.” DF 



TREEBEARD Color sketch 


“By this stage, we had really started to lock down what Treebeard would look like, and I thought I’d start playing with the color 
schemes. His beard is very heavily mossed, quite green. I also liked the idea of his bark being old and gray and gnarled, so that’s 
what we have here. 


“He’s towering over the Hobbits - I think there’s a piece in the book where he looks at them: ‘Aah, little Ores’ - thinking that 
they’re actually Ores, but they say, ‘No, no, we’re Hobbits! Don’t squash us!’ 

“And there’s an interesting idea with the hands, which seem really quite out of proportion, but they’re not. It’s a perspecrh i th 
in this drawing. It wasn’t totally successful, but I wanted to give the idea that his head was actually a lot higher up and fartE t a' 
from where his hands and feet were.” DF 
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THEODEN’S ARMOR Color sketches 

“Theoden is the king, so if any member of the Rohirrim is going 
to have an elaborate helmet, it should be him; therefore Theoden’s 
helmet comprises three or four different metals. It’s also covered in 
ornate filigree. I looked a lot at the material that was pulled out of 
the Sutton Hoo burial mound for inspiration. There are little enamel 
panels, the horse’s head, sun emblems, and a Celtic curl that we used 
time and time again. 

“The drawing to the left is very close to the final armor that was made. 
Interestingly, on his lames, as they crisscross his stomach, there’s actually a 
tiny hunting scene etched onto them. We thought that his armor would tell a story, 
so, if you’re ever able to see it up close, there are little soldiers chasing a boar and 
hunting other animals. 

“The horse motif pops up again and again, so we adopted that and also put the 
golden sun, which is the flag of Rohan, on the shields. It was 
very helpful to develop these iconic devices that we would 
reuse, so that when you see a character in Rohan armor 
an audience member, without even questioning it, 
will think, ‘Oh, he’s from Rohan,’ as opposed to, 
‘Who’s that guy? Where’s he from?’ There are many 
peoples and cultures in The Lord of the Rings, so it 
was really important that we had these strong visual 
styles and color palettes to distinguish each culture.” 
DF 


GOLLUM Pencil sketch 
“It became very apparent quite early on 
that Jamie Beswarick and Mike Asquith 
were capturing Gollum quite well with 
the designs they were doing. This was one 
of my early versions - too thin and ill- 
looking.” DF 


GOLLUM Design sketches 
“Gollum was always one of my 
favorite characters when I read 
the books, but I actually didn’t 
do a great deal on him - in 
retrospect I think some of my 
concepts were a little off target, 
perhaps a little bit too emaciated. 

In particular these looked less like 
a Hobbit that has turned into 
something and more like some 
kind of new creature entirely. Up 
until this point, nobody had start¬ 
ed looking at the color scheme on 
Gollum, so I thought I would. In 
this particular case, the idea was 
that his skin, while once flesh- 
toned, has now changed. He’s 
been out in the wilds a long 
time so it’s as if grass stains have 
almost worn into him from 
running around in the dirt, and there’s very little of 
the actual flesh tone left. Again, this probably 
has the effect of making him a little bit too 
‘monstery.’ The final design we went with 
did actually have a very pale flesh tone, 
rather than the green.” DF 
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EASTERLINGS Color sketches 

I “Sourisak Chanpaseuth did a great drawing that included a 
I [fantastic helmet with the silhouette of two really big blades 
I feoming out of it, which Peter Jackson really, really liked. So I 
I began trying different helmet designs that would employ that 
I plhouette. It was something that none of the other races that 
I we’d designed at that stage had. The look of the armor itself had 
I been pretty much locked down, and we also had a very strong 
I idea of what the colour palette would be - ochers, reds, browns, 
I [black, and brass.” DF 


EASTERLINGS Color sketch 

“At this stage, we were trying to establish very strong 
iconic features for the Easterlings to differentiate them from 
the other armies, so one of the things I played with was that 
they used different metals in their armor - brass, bronze, 
coppers. The kinds of metals that we haven’t seen a lot of in 
the various other armies, together with new shapes. In this 
case, I thought it would be interesting to add a strong 
geometric element to their design, so I used lots of squares 
and circles. 

“This picture introduces the idea that they’re actually 
quite a rich culture, and that each warrior wears the 
badges of his office and the wealth of his family all over 
him. They would festoon themselves with either war 
trophies that they’ve taken off people they’ve killed or 
family heirlooms. He’s absolutely covered in this sort 
of stuff. The pattern for the armor is fairly close to 
what we finally went with, but there were a few 
changes. Peter Jackson felt that we needed a helmet, 
whereas this one has a turban. He believed that a 
helmet makes him much more warriorlike and 
again, less obviously from any recognizable 
culture.” DF 
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FELL BEAST Concept 

“Trying to give Peter Jackson a truly repulsive beast, I 
drew this fell beast concept with the inspiration of vultures, 
marabou storks, and other carrion-eating species in mind. The 
creature was almost skeletal in frame, but huge and loathsome. 
I imagined it would smell as foul as it looked, swooping low 
over the battlefield.” DF 


FELL BEAST Concept 

“The fell beasts were only scantily described in the books, 
leaving us with quite a bit of latitude when coming up with 
designs to show Peter Jackson. This drawing was perhaps the 
most dragonlike that was done. Yet there is something noble 
about dragons that didn’t quite fit. Peter felt they needed to 
look more repulsive and evil.” DF 




OLOG-HAI Helmet 
concept 

“A variety of different 
helmet designs were done 
for the Olog-hai trolls. I was 
conscious that we needed to 
create something that didn’t 
resemble Uruk-hai or Ore 
helmets, such as those we 
had already seen in the first 
two films. So I tried some 
different approaches, using 
more chain or overlapping 
scalloped plates, more like 
Sauron’s Second Age armor 
seen in the prologue to the 
first film.” DF 


MOUNTAIN-TROLL 
Face concepts 
“Rather than have all our 
trolls look alike, I explored 
the possibilities of some 
level of variation between 
individuals. These included 
disease and deformity 
variants, bug eyes, and 
the like.” DF 
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HARADRIM Armor concept 

“The Haradrim were a human race but under the sway of evil. In The Two Towers, we were 
led to empathize with the young Haradrim boy Faramir’s men killed, but in The Return of the 
King we as an audience have to root for the good guys as they fight the Haradrim. That meant 1 
dehumanizing the Haradrim when we see them in battle at the Pelennor Fields, something that 
can be achieved with masks. The moment the human face is taken away, it is easier for an audience 
to accept a violent death without question or empathy. I tried to imbue the masks the Haradrim i 
e with menace and cruelty. They are fearsome and brutal, so hopefully the audience will feel 
comfortable with our heroes slaughtering them.” DF 



HARADRIM 
Armor concept 
“The Haradrim were 
great fun to design 
because they were 
highly decorative. I 
relished the opportunity 
to include lots of 
impractical but cool¬ 
looking accoutrements 
and adornment. Their 
vaguely animalistic 
headdresses were 
especially enjoyable to 
experiment with. ” DF 


HARADRIM Armor concept 

“Among the motifs that were established to differentiate the 
Southrons was one idea of a ceremonial back-piece that became 1 
affectionately known around Weta as ‘the dreamcatcher.’ The 
idea was that some of the Haradrim leaders would have the role ] 
of war-priests, festooned with items of religious rather than 
practical significance. The back-piece created an interesting and 
unique silhouette, which would also help distinguish them on 1 
the battlefield. Red body paint, symbolizing the blood of their 
enemies, was another idea, which would also carry through to I 
their mumakil mounts.” DF 



HARADRIM Conceptual design 
“Almost six years after beginning 
work on The Lord of the Rings, 
to be able to go back and design 
into that world again was a true 
joy. This piece was requested late 
on as the final round of pick-up 
photography loomed for The 
Return of the King. By this stage 
I hadn’t done any LOTR art for a 
good while, but it was no trouble 
to slip back into Middle-earth 
again. Christian Rivers had 
done a very loose Photoshop 
study, which I used as a guide 
to extrapolate from with this 
design. It’s one of the few 
drawings I completed on the 
computer rather than as a pencil 
or marker drawing. I was very 
happy with the way it turned out, 
and the final product on screen 
looks very much like it, so it was 
a wonderful note to end on and 
close the book on LOTR for me.” 
DF 




I MOMAKIL Conceptual designs 

I “Designing the mumakil was great fun, because elephants have such interesting features. I imagined a variety of unusual tusk 

■ formations, trying to think about how and why they might have developed. In the drawing above right, I was imagining curved tusks 
I that might be used in bouts of competition between bulls. The points were curved inward to avoid injury to each other, but they 

I would still be a serious threat to smaller creatures and enemies. 

I “Experimenting with different tusk arrangements, I drew inspiration from prehistoric elephantlike animals. There are elements 
I of mammoth and mastodon in the above concept, with small eyes and ears to help emphasize the huge size of the beast. 

■ “The top drawing was the final approved design, on which we based the final sculpture. It was really an exercise in trying to 
I see how far one could push an elephant in terms of scale, ferocity, and evil while still adhering to principles of reality.” DF 
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CORSAIR SHIPS 
Concepts 

“In trying to imagine exciting ways for the Corsair ships to disgorge their cargo of undead onto the docks, I designed the ship above 
to have five extendable ramps, which would drop from their upright position on the deck, down over the side, and bridge the gap 
between ship and dock. I imagined that one of the attributes of the Corsairs was to board and seize other ships very quickly because 
of their ability to land large numbers of their troops in one go with these multiple ramps. 

“Although not terribly clear in the illustration opposite top, this concept for a Corsair ship sported a pair of outriggers, making ] 
three hulls in total. Apart from its large fan-shaped sail area, the ship would be able to seat many rows of oarsmen in the three hulls, j 
allowing for great bursts of speed. The outriggers’ struts also served as boarding ramps for the troops I imagined would be carried on] 
board, with rotating extensions that could be hoisted when traveling and dropped when engaged in boarding. I imagined this would I 
be interesting to see on screen when Aragorn arrives with his undead army. Vertically mounted ballistas also protect the ship fore and] 
aft, and three huge rudders, mounted at the front of the main hull and the end of each outrigger, would increase maneuverability. 
Beyond that, it was something we had never seen before. 

“In an attempt to try to come up with a design for a ship that was both new and interesting, and allow for a dramatic entrance for 
Aragorn’s undead soldiers at the Battle of the Pelennor Fields, I came up with the design opposite bottom. The ship has a low profile, 
with the masts able to drop to remain unnoticed on the horizon for as long as possible. The sails were based on Pacific designs that I 
saw while researching at the museum, but in addition the vessel sports two rows of oars down each side of her long hull. I imagined ! 
the craft having a shallow draft to allow for beaching maneuvers when conducting coastal raids. The front of the ship would draw 
up as shallow as possible, and the huge louvered steel doors occupying the front third of the ship would open, allowing her cargo of 
troops to disembark en masse. I had Aragorn’s arrival with the Army of the Dead in mind when designing this, though ultimately this] 
concept went no further.” DF 
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BEN WOOTTEN 


I started working at Weta at the same time as Daniel Falconer 
and Shaun Bolton. I’m a huge fan of the books and couldn’t 
believe we were doing the movies. I went to university in 
Dunedin, and I had friends down there who were great fans of 
the books as well. And I remember many late-night talks about 
what you would do if you were going to make it into a film - 
whom you’d cast and things like that. And to suddenly find 
myself, eight years later, designing on the films - it’s totally 
surreal. 

John Howe was amazing - I’ve had his artwork on my walls 
for ages. So to work with him was fantastic; working from his 
sketches for the Balrog was probably the most amazing thing. 

One of the things that I think makes the design more suc¬ 
cessful is the fact that we all work together, swapping ideas and 
information around. No one works in a vacuum. I think that’s 
important - it makes our job not just easier, it makes it far 
more realistic and far more successful. And far more fun! 

Ben Wootten 
April 2002 





ORCS Concept sketch 
This early design is entirely 
animalistic and was intended 
for digital creation. 


CAVE-TROLL 
Conceptual designs 


THE WATCHER 
Conceptual sketch 
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THE WATCHER Conceptual sketches 

Ben’s early Watcher concept, right, was very crustacean-based, 

while the image above drifted more toward an anemone look. 


THE WATCHER Conceptual designs 

The two Watchers below represent ideas that moved away 

from a more fishlike concept and became more unique to 

Middle-earth. 
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URUK-HAI ARMY Conceptual sketch 
“Ah, the Berserkers. The heavy shock 
troops wear masks, and there is that very 
simple, clean face with just the little eye¬ 
holes and the space for the mouth. And 
there’s something kind of creepy about 
the simplicity of it. It also ties in with the 
fact that they’re easy to make; Uruk-hai 
armor can be mass-produced. And it’s 
really impersonal, you get no impression 
of what’s going through the mind of your 
attacker, which is something you use in 
combat all the time. The thing I like 
about the weapon is that, for the Uruk- 
hai, it’s such an intuitive-looking weapon; 
it doesn’t look like it needs any skill to 
wield it. It’s just a huge, heavy piece of 
steel - you can see you don’t need fencing 
lessons!” BW 


URUK-HAI ARMY Conceptual sketch 
“With the above sketch we were doing 
I sword design, still resolving how much 
I armor they might be wearing on their 
I arms, and the general cut of the helmet. 

| The swordsman has splints down his 
I arm, which is a very simple but quite an 
I efficient way of stopping your arm getting 
I chopped off, and then there’s the shape 
I of the breastplate. We were still trying 
Kto establish a look for these guys - 
I straight back, very powerful shoulders, as 
I opposed to the slinky Ores.” BW 



URUK-HAI BIRTHING SAC 
Conceptual sketch 
Ben’s version of the sac itself, 
seen in the pits beneath 
Isengard. 



URUK-HAI 

ARMY 

Conceptual sketch 
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PIPPIN Armor concept 
“Pippin swears allegiance to Denethoi;' 
but instead of being embraced with 
the same enthusiasm that Merry had 
been by Theoden, he’s billeted out j 
to Beregond. So the armor he ends 
up with is far more makeshift and il 
hurriedly tailored for him than 
Merry’s. These are basic Gondorian I 
components cut down to his size, 1 
The leather tunic with the silver Tree 
on it and the beautiful little collar 9 
could easily be a pageboy’s uniform, i 
The chain skirt and sleeves could be 
trimmed down, and his cut-off 1 
breeches and leather armguard are all 
easily modifiable. It’s not as beautiful, 
but still as logical, as the solution we 
came up with for Merry. 

“Pippin is still wearing the Elven I 
leaf brooch and he’s still wearing the 
gray Elven cloak - a concession a 
mentioned in the book, because I 
they don’t have cloaks his size. The 4 
helmet, frankly, was harder to justify. 
It carries the same black feathers as 
the Citadel Guard design of the time, 
giving him immediate status in 
Gondor, although he was still looked 
upon as a bit of a curiosity.” BW 




am 


GOLLUM Design sketches 

“I like this one of him on the tree branch. You can imagine him sneaking around Elven forests, just spying on people. He also looks 
a lot healthier in this picture. I imagined that it was probably earlier on in Gollum’s story, where he’s still in reasonably fertile lands, 
and there’s plenty of bird’s nests around, plenty of young rabbits, so he’s probably quite well fed. Later, of course, when he hasn’t 
eaten for days, and he won’t eat the Elven food, he’s quite drawn. That’s a very strong feeling I took from the book, that toward the 
end it’s sheer force of will that’s keeping him alive. Clinically, he’s probably dead! 

“The idea of designing Gollum was a massive challenge, but I enjoyed taking it on. Because everyone has thought about him, I 
everyone has a preconceived idea, so actually realizing the guy is incredibly difficult. And I think in that respect we were all keen to 
have a go and get our ideas out there, because obviously we all had differing views on what he looked like. The other thing that is 
cool about him is that he’s probably the most tragic character in all the books. Tolkien doesn’t write people’s thoughts in his books, ■ 
it’s old saga-style, but you get inside Gollum’s head because he’s schizophrenic, he talks to himself. He’s the only character whose 
thought processes you see working; I think that draws you to him as well.” BW 
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FOUNTAIN GUARD Armor concept 
“One of the first drawings I did for anything 
to do with Gondor. It was an ink drawing 
done on the bus on my way to work. I used 
to spend an hour a day traveling, my 
sketching time. There are some ideas here 
that made it into the final design, such as the 
heavy shoulder pauldrons over the top 
of the black robes and the long chain 
skirt and long lines to the clothing. 

Lots of blue as well. It’s quite a 
royal color; the pigment for blue is 
quite hard to find in nature, and 
without artificial dye, as we have 
nowadays, it’s a very rare color, 
so it reeks of wealth and a 
strong civilization that’s got 
the resources to waste 
on blue dye. It speaks 
volumes for the age 
and wealth of the 
culture.” BW 


FOUNTAIN GUARD Armor concepts 

“These later drawings of the Fountain Guard are pretty close to the final design. What works in both of these is the very strong 
vertical lines: the cloak, tabard, and chain-mail skirt that go right to the floor, obscuring their feet, so we see a pillar of strength 
in these figures. The heavy silvered pauldrons over the cloak combined with a tall helmet make them appear almost spearlike, or 
[weaponlike, in themselves. Their proud crest of pure white swan feathers is also a bold statement. These men have sworn allegiance 
to a time gone by that may never return, but this is their job: they’re guarding the dead tree, they’re guarding the Fountain Court, 
and they will do so with their lives. We made them even more dangerous and aloof by covering their faces with a black face mask. 
There is no bargaining with these people; they are like the Beefeaters: they don’t move, they don’t speak. This is their life; no one is 
more zealous than these guys. 

I “I drew them having a short sword. It was nice, as it was different from the longsword you see the other troops carrying 
and would be used only if someone got past their polearms. However, it was decided it looked a little weak, and so to further 
[complete the vertical line we gave them a longsword, but rather than hanging at an angle like most swords, it hangs straight 
down at the hip. The shield we can see in the right-hand picture was replaced with a longer, more elegant version of the standard 
shield, with a different emblem on it. Rather than the wing shape, it is more of a traditional, but taller, Gondorian shield 
design.” BW 

























EASTERLING Color sketch 

“I came in after the initial round of drawings had been done, so there was already a direction that Peter Jackson liked. The 
heavy-lamed look, the buildup of lots of small lames. He liked the sharp shapes. And he liked the eastern feel. So, it was basically 
exploring some of those options - trying some other shapes for the lames and exploring the directions that Pete liked. Going throu 
a lot of the Oriental books I noticed that indigo blue is a color they wear quite a lot. In the book the Easterlings are described as 
wearing gold and red, which are really easy colors to pick out highlights on, so I just gave them another color that they might wea 
underneath their gold and red - a pigment that might work well in a desert .” BW 
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OLOG-HAI Concepts 
“These were very obviously drawn 
recently, using digital coloring. It was 
great to go back and revisit some of our 
earlier design concepts with a fresher 
and maybe a slightly more educated 
mind.” BW 


MOUNTAIN-TROLL Concept 
“We were looking at modifying the trolls 
slightly from the ones we saw in the first 
two films to make them bigger and uglier. 
So this is a Photoshop job, based on a 
photo of the original cave-troll sculpture. 
What I’ve done is resculpt the face in 
t Photoshop, making it more angular, 
harder, and more dangerous. The eyes 
tare smaller, slightly slanted, and he’s got 
bigger teeth, while the bone structure 
through the face and the cheekbones and 
the brow is a lot more severe. I’ve also 
[darkened him so he looks more rocklike, 
more like Tolkien’s description in the 
book.” BW 
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FAR AMIR Armor concept 

“This was close to the final design of Faramir’s armor. It’s very 
similar to the standard Gondor armor, although more ornate 
and slightly finer in cut. There are more lines in the chest plate, 
and it has gold trim, but with the very recognizable symbol of 
the Tree and the seven stars. Faramir’s not a man of pomp and 
ceremony; if he’s leading troops he wants armor that’s going to 
protect him. It doesn’t have to be flashy. What we did decide is 
that he has to stand out, and not just for filmic purposes; on the 
battlefield he has to be able to rally his troops quickly, he needs 
to be easily seen. So we chose a different color for his cloth, 
which was green, which suits him in his dual role as captain of 
the Rangers. Another symbol of Gondor that we adopted as 
Faramir’s personal emblem is the twin ravens: we see these on 
his greaves, above the noseguard, and on the shield. It’s also on 
the cross-guard of his sword, but we can’t see it in this drawing. 
The armor is beautiful without being complex, because Faramir 
is all about form and function.” BW 




FARAMIR Armor concept 

“This was originally an unused Elendil design, for the first film, 
but we considered it again for Faramir’s armor. Its lineage from 
the prologue armor designs is obvious, and because of that we 
decided it was probably too fancy for Faramir. The edges of the 
cloak are richly embroidered, which on one level would befit 
the second son of the Steward of Gondor, but it doesn’t suit the 
character of Faramir. He’s not a man of great flourish and show 
of wealth; he’s a simpler, more honest man than that.” BW 
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ARAGORN’S CORONATION Conceptual design 
“The idea here was to cut a figure that could only 
be that of a king. The crown is the same shape as 
Isildur’s from the prologue. In fact we’ve used a 
lot of components from Isildur’s armor in this 
design: the pauldrons, breastplate, tassets, 
right down to the greaves, gloves, and 
vambraces. This armor has probably been 
stored in a vault, maintained and polished, 
and Aragorn’s eventual acceptance of his 
place in the continuing history of Middle- 
earth is signified by his wearing his 
ancestor’s armor. We lowered the high 
neckline of the armor as worn by Isildur 
so we could see the Evenstar still around 
Aragorn’s neck, and developed some 
richly embroidered cloth of various cuts 
and colors, as would befit a king of 
Gondor.” BW 


ELENDIL Conceptual design 
Ben adapted an idea by Daniel 
Falconer that made use of a 
feathered motif in the cloak to mirror 
the design of the helmet. Taking this 
through another couple of stages, he 
ended up with what was, except for 
one or two minor costume changes, 
the final image of Elendil as seen in 
The Fellowship of the Ring. B W 


ARAGORN AT THE BLACK GATES Conceptual design 
“This is the first time that Aragorn is seen as the true commander of his 
troops, and the first time we recognize him not just as a heroic figure but 
as the sovereign of Gondor. He has accepted the sword of his ancestors 
earlier in the film and now he’s begun to dress like the king of Gondor. 
Here we can see the Tree symbol but not the crown - Aragorn still hasn’t 
announced himself as the king, so it’s just the seven stars and the White 
Tree. We can see here familiar imagery from Elendil and Isildur’s armor 
from the Second Age. It’s evident in the picture on the right, where we 
can see in the greaves and the vambraces the familiar wing fluting and 
almost spearhead-shaped design from Elendil and Isildur’s armor. The 
brooch holding his cloak on is the same shape and design as 
Elendil’s. The color red is also a color we see Elendil and Isildur 
wearing. So it’s the first time we’re beginning to see Aragorn as the 
man he’s going to become.” BW 
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CORSAIR SHIPS Conceptual designs 
“Peter Jackson liked the design of the 
sketch at top left; he just wanted to get 
more of a feel for the size of it, so I drew 
it from the waterline. Both drawings have 
a strong mouthlike feel, with the prow 
overhanging this large ram, making it 
seem very predatory. If this boat rammed 
yours, you would be stuck there until it 
decided you were leaving. It’s a pirate 
vessel, so it needs to look incredibly 
dangerous, very sleek, and very fast. 

They carry a huge amount of sail, a Latin 
design, almost Arabic, but with the sails 
of a junk to give them a very distinctive 
silhouette and shape in the wind - almost 
like shark fins.” BW 
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THE WITCH-KING Conceptual sketch 
“A very early Witch-king idea. You 
can see a lot of Dungeons and Dragons 
influence in the armor design of this. This 
is definitely pre-John Howe, probably 
within the first month of design on the 
project. It’s a good piece, though, and 
there are elements that I think have a 
nice feeling, but nothing like what we 
ultimately wanted for The Return of the 
King.” BW 




EOWYN VERSUS THE WITCH-KING Conceptual sketch 
“This was a more illustrative look at the situation, and I think 
the movement and intent of the Witch-king in this picture are 
nice. And in the crashed heap of fell beast behind him we can 
see the wings and ribs splayed up from the wreckage - bear in 
mind that this is a creature the size of an aircraft, fiowyn looks a 
little too relaxed for the situation, perhaps because she hasn’t 
quite taken stock of what’s going to happen - she could be a bit 
more dynamic. The fact that he’s wielding a mace that size in 
just one hand and towering above her, unnaturally tall in spite of 
the bend in his figure, these are elements that I like. At the time I 
did this, I was quite pleased with it. Now, not so much, but it’s 
still good fun.” BW 


ELVEN SWAN SHIP Conceptual design 
“This is a design for an Elven boat found 
at the Grey Havens. I used an Egyptian 
influence here with the high bow and 
stern, and the steering rudders very high 
up on the little aft deck. This was a larger 
ship than the one they went with in the 
end: I was looking at the oceangoing 
qualities of the vessel, because they’re 
sailing to the Undying Lands, so it’s big, 
with a large sail area, but still graceful. It 
has a strong swan motif running through 
it from the curled neck at the bow, almost 
a figurehead, to the wing shape halfway 
down the side. I wanted something very 
elegant and very beautiful, and although 
it has a Middle Eastern feel it does not 
seem like a boat of this earth. We can 
1 see echoes of Rivendell in the cabin’s 
structure, and if we look closely at 
midship, just above the wing, we can 
see a couple of people standing at the 
rail, giving a sense of its size.” BW 























